The beginnings of design histories are inconsistent. While industrial design histories tend to begin with European industrialization in the late eighteenth or early nineteenth centuries, other design disciplines claim a longer genealogy. Art, interior design and graphic design narratives each claim the Paleolithic caves in Southern France and Spain as their mythical birthplace: Altamira, Lascaux and/or Chauvet are used as a conventional starting point in standard textbook histories. A close analysis of the beginnings of several conventional design histories provides a starting point for addressing the cave's place in design history. While historical writing is rarely considered as a poetic practice, in this paper, I will examine the poetic construction of the cave as a space for both the projections of contemporary ideas about design and, more importantly, as the starting point of a narrative that anxiously binds progressive civilization to specifically European cultural roots. Design history, as a relatively new chronological ordering, has several possible locations at which to begin, but where and when we locate design's originary event ultimately creates the field of possibilities for contemporary design practice. One convenient and common event is the European industrial revolution in the late eighteenth or early nineteenth centuries, a beginning which is often used in histories of industrial design or, more generally, in histories of modern design. However, design disciplines have also traced a longer historical narrative that establishes a continuity between contemporary design practice and prehistory -a linear progression that, as graphic designer Paul Rand termed it, stretches in a continuum 'From Lascaux to Brooklyn' (Rand 1996). The mythical birthplace of human creativity, although rarely expanded upon by designers or design historians, is not generic but both temporally and geographically specific. The
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Although the cave usually only appears fleetingly at the opening of design histories, its reiteration across disciplines suggests the importance attached to establishing the longest possible continuity. Such a continuity serves as a legitimation for relatively new disciplines such as graphic and interior design, and their origins in the cave ground them in a prehistoric legacy: a presence at the 'birth of civilization'. A brief analysis of the cave in four design history texts -two interior and two graphic design histories -will reveal the contested space of the Paleolithic cave, as well as the potential foundations for contemporary design practice. While it appears easy to dismiss this desire to discover design's prehistoric origins as a longing for legitimation, the value of the cave for contemporary design may prove to be rich with possibilities. But to understand how the cave functions in relation to design, it is necessary to first understand the Paleolithic cave as a mythological space that was written into existence at a particular time and place.
The Cave, A Modern History
Beyond simply a geological formation, the cave is first and foremost a site of overdetermination. Browsing across cultural histories, the Paleolithic caves of Europe have functioned as a kind of multidisciplinary womb: the birthplace of art, graphic communication, interior design, multimedia design, information design, and virtual reality.
1 Beyond a womb, the symbolic associations of the cave are similarly varied -the cave is metaphorically a tomb, the unconscious or memory. In Plato's Republic, a text considered foundational to Western philosophy, the metaphor of the cave is used to engage with an epistemological problem. Plato's allegorical cave is a space in which humans are deceived by shadows thrown up on the wall, mediated appearances which distract them from the 'reality' outside the cave (Plato 1986: 316-325) . This idea of the cave as a space of mediated appearances was extended by Jean Baudrillard, whose discussion of simulacra notes that visitors to Lascaux today cannot experience the 'real'
cave, but a simulation of the Paleolithic original. 'It is possible, ' Baudrillard writes, 'that the very memory of the original caves will fade in the mind of future generations, but from now on there is no longer any difference: the duplication is sufficient to render both 3 artificial.' (Baudrillard 1983: 18 ) Both Baudrillard's reading of the cave as an inaccessible original and Plato's elusive origin will inform our understanding of the cave's role in design history as both a constructed artifice and an enigma.
Despite its multiple births and semiotic over-determination, design history's original cave is quite specific. During the twentieth century, the Upper Paleolithic caves of southern
France and Spain were claimed by various creative disciplines as an originary temporal and geographical location. While the Upper Paleolithic period was roughly 45 000 to 10 000 years ago, our understanding of the cave as a significant point of origin is, in fact, much more recent. There was no interest in the Paleolithic cave as the birthplace of culture prior to the twentieth century, and even then interest was slow in developing.
Altamira, in Spain, the first of the well-known Paleolithic caves in Europe, was rediscovered and excavated in 1879 by a curious amateur historian. Its status was immediately controversial, and it was initially dismissed as a fraud by leading prehistorians, as the images it contained were deemed to be too sophisticated to have been produced by stone age humans (Lasheras Corruchaga, 1999: 21-24 (Malraux 1974: 626) . For Malraux, art was transcultural, a result of a shared creative impulse across space and time: Lascaux's paintings could be thus understood as timeless and universal artistic masterpieces equivalent to
Michelangelo's Sistine Chapel or Picasso's Guernica. associating the cave with not only the birthplace of art, but the cradle of creativity itself (Bataille 1955; Bataille 2009 ). Ancient Athens, the mythical city that had so long stood at the beginning of European narratives of civilization, was thus deposed by Lascaux.
In the postwar era, Lascaux provided a convenient starting point for an art history which could sweep over 40 000 years of human cultural continuum, culminating in modernist abstraction. One of the standard textbooks to popularise this historical narrative was H.
W. Janson's A History of Art: A Survey of the Visual Arts from the Dawn of History to the
Present Day, a text that remains in print (and, though updated in several editions since
1962, its narrative framework remains intact). Janson began his history with Altamira and
Lascaux, and he understood the paintings on the cave walls in terms of their timeless artistic expression, although he also acknowledged their possible magical or ritual functions (Janson 1962: 18-22) . Tellingly, the next section of Janson's first chapter followed these prehistoric beginnings with examples of more recent 'primitive art', including wooden carvings from New Guinea, Easter Island statues, African masks and a contemporary Navaho sand painting. This association was common, with art historians as diverse as Herbert Read and E.H. Gombrich linking prehistoric cave art to more recent art of the South African Bushmen (Read 1951: 71-79; Gombrich 1960: 107-09) . For art historians, the cave was still understood in a context with other 'primitive' cultural 6 products which provided the foundation for a progressive evolution towards the more sophisticated cultures that followed. Importantly, these histories also reveal that in the last two decades or so, graphic design has attained enough cultural confidence to rock art right out of the cradle of civilization. (Kruft 1994: 152) . Thus the interpretation of the cave's significance contributes to a disciplinary distinction between architecture and interior design.
As with graphic design, for interior design, the establishment of a long history which begins at the birthplace of civilization lends legitimacy to a relatively new, formerly technical discipline. As with graphic design, there are other possible origins for interior design, the most common derive from architectural histories that commence with early human buildings which contain interior spaces (such as the ancient Egyptian pyramids, for example). And on this point, it is worth noting that Meggs', Pile's and Drucker and
Mcvarish's books are all titled 'A History' rather than 'The History', suggesting one among several possible histories rather than the definitive account. However, in all four accounts, the artifact of the cave has been retrospectively constructed within the contemporary frameworks of each discipline while its original producers, meanings and context remain ultimately inaccessible. While the disciplinary histories of art, graphic design and interior design diverge after the cave, the leap of imagination which situates contemporary practice in a continuum with the Paleolithic caves of Europe is worth pursuing further. Beyond simply dismissing design histories here as 'borrowings from art history' (Hannah and Putman 1996: 138; see also Walker 1989: 1), it is useful to rethink what it might mean to situate graphic design and interior design practices in the cave.
At this point, we might also understand the cave as a figure of the interpretative dilemma of history itself: the Paleolithic cave remains as a constellation of historical facts and archeological evidence, but the interpretation of these is relatively open, particularly when, as discussed above, they are presented as a demonstrable, verifiable foundation for at least three contemporary disciplines. However, we could rethink the cave as an event like Freud's primal scene, the event in which a child witnesses an act of parental copulation, an event which has subsequent effects on the child's sexual and social development (see Freud's 'Wolf Man' case in Freud 1971: 39) . Adapting Freud, the primal scene in historical terms is an event that is foundational yet destabilizing, the memory of which points towards an ultimately inaccessible truth, an event which affirms interpretation as the ceaseless burden of the search for truth.
One Cave or Many?
As the birthplace of human civilization, the Paleolithic caves of Southern France and Spain were, according to the historical narratives discussed above, a creative cauldron that gave birth to art, graphic design, and interior design. Whether aesthetic expression, visual communication or nesting instinct, the primal scene of the cave remains, at least by some accounts, the scene of a timeless and universal creative impulse. As 'material evidence' of prehistoric art and design, the cave has functioned as physical proof of both art and design as pan-human phenomena and as fundamental human activities. But despite the claims of universality, the caves themselves are geographically particular, and it is no coincidence that the cradle of civilization remains in Europe. The existing cultural framework for understanding both art and design history is fundamentally Eurocentric, and their origins in the cave are worth contesting on this point alone.
A diffusionist account of European progress is still fundamental to our understanding of art and design in the twenty-first century (see Blaut 1993) . In this account, culture, including design, progresses from these European caves outwards to the rest of the world.
The birthplace of culture remains in Europe and ownership of the original historical artifact (most prominently Altamira, Lascaux, and Chauvet) has engendered an important industry (or perhaps industries, both historical and tourist). However, current prehistoric research situates the beginnings of conscious mark-making on walls both further back in time, in the Lower Paleolithic Period, and in alternative geographic locations (India, Africa, and Australia all contain alternative originary caves). Despite the rhetoric of timelessness and innate human creativity, it seems unlikely in the near future that the Auditorium Cave in Madhya Pradesh, for example, will displace Lascaux as the origin of either art or design. Although prehistoric cave art dating methods are notoriously inaccurate and controversial (given the birthplace of world culture is at stake), there is some certainty now that the origins of art and design are unlikely to be in Europe.
More importantly, the original inhabitants of these Paleolithic caves are long gone. Like
Plato's prisoners in Baudrillard's simulated cave, we are so far removed from the original Altamira, Lascaux and Chauvet that we can project almost anything onto their surfaces.
Whereby they were formerly regarded with complete indifference, in the twentieth century, the Paleolithic caves of Europe came to be understood as the foundation for art, graphic design or interior design: a significant transformation in status, particularly given that the people who created them most probably had no concepts comparable to any of these contemporary disciplines. In our eagerness to locate the timeless essence of contemporary creative acts in such distant precedents, we have also stripped the cave of whatever meaning, context, or original power such spaces had for prehistoric Homo Sapiens. And therein perhaps lies the cave's greatest possibility for design history. Aboriginal culture, needless to say, there is much for artists, designers and historians to learn from living cultural traditions. Thus a reorientation of the cave would require two significant steps -firstly, a rethinking of historical narratives in synchronic terms (rather than as a progressive evolution) in order to engage with alternative concepts of the cave;
and secondly, challenging conventional historical writing by tradition, that is, by traditions that include an ongoing interaction with, rather than a projection onto, the past. 
